Blok's political life. Soviet sources claim that Blok «saw the truth of Lenin's Bolshevist party» and that his sympathies were on the side of «all revolutionary people»; he was «a builder of the new socialist culture» (Kovalev, 1979, p. 91). Another Soviet source states decisively that «when the October Revolution was accomplished, Blok took its side» and cites Blok's article «The Intelligentsia and the Revolution» and his membership in official Soviet cultural organizations as further proof of his pro-Soviet stance (Fatiushchenko, 1982, p 
. 21).
Some Western sources concede that Blok was one of the few intellectuals who cooperated with the new government (Weber, 1979, p. 46), and others have tried to explain his cooperation in accordance with their own nationalist or religious views. Some Western critics were quick to expound Blok's later disappointment with the regime: «Later Blok was deeply distressed by the course that the Revolution was taking» (Yarmolinskii arid Deutsch, 1949, p. 286). Soviet sources insist that despite the difficult years, «he remained true to the principles and the stand point which he had adopted at the beginning of 1918» (Fatiushchenko, 1982, p. 21) . It is Blok's own ambivalence in taking a firm political stance that allows for so much freedom in interpreting his political views, and this becomes a significant factor in the translation and interpretation of The Twelve. In the realm of poetics, no one denies that Blok was an important poet of Russian symbolism, but attitudes towards this movement and the position of The Twelve within Blok's career produce a variety of interpretations. The controversies surrounding The Twelve concern both form and content, and the translator cannot avoid taking position on these important issues.
Interestingly enough, in both Western and Soviet sources, Blok's poetry is usually divided into two categories: his Symbolist poetry and The Twelve. In Western sources, Blok is most often listed primarily as a Russian Symbolist poet known for his earlier Symbolist poetry as well as The Twelve (see Weber, Terras, Mirskii, Oxford), and even Soviet sources are careful to separate his Symbolist poetry from The Twelve (see Fatiushchenko, Kovalev, The Great Soviet Encyclopedia). Very few critics connect The Twelve with Blok's Symbolist poetry. This is due to different attitudes towards Symbolism in the Soviet Union and abroad. Soviet sources contain negative statements on the movement and attempt to downplay Blok's involvement in it: Symbolism was a «decadent literary-artistic movement... concerning the early Blok only» (Kovalev, 1979, p. 91); it emphasized only very negative aspects of life, but Blok, in his mature work, freed himself from the «abstract mysticism and romantic symbols» {The Great Soviet Encyclopedia, 1970, p. 369); Blok, while retaining an interest in Symbolism for some years, broke free from «Symbolist schemes and dogmas, which were actively imposed upon him by his friends, the Symbolists (Fatiushchenko, 1982, p. 18 (Forsyth, 1977, p. 123) . Vladimir Nabokov considered the poem «a failure» (Forsyth, 1977 The translator of The Twelve must deal with both linguistic and literary difficulties. Russian is highly inflected, allowing for a much freer syntax than English. Many translations appear more verbose than the original Russian, simply because prepositions or prepositional phrases must be added in the English. Where Blok uses one or two words, a translator may have to use four or five, thus reducing the concise direct impact of the original. Russian has no articles, so the translator must decide whether to give an indefinite or definite meaning to nouns. The translator must make this decision from the very beginning in translating the title. Dvenadtsaf means twelve, yet the connotation is changed when the definite article is added. It then refers to a specific group of twelve, which recalls the twelve apostles for many Western readers and influences their expectations of the poem from the very beginning. Russian also makes frequent use of prefixes and suffixes which can change the meaning of a verb or noun substantially, in a manner difficult for a translator to convey.
In The Twelve specifically, a translator must make important decisions regarding rhythm, rhyme, word register, and genre. The rhythm in The Twelve is very important; it is often irregular, abrupt, even broken, yet highly musical. Blok used imperfect rhymes frequently and is considered to have canonized the imperfect rhyme in twentieth century Russian poetry. He was credited with introducing innovative poetics into his poetry, and this must somehow be conveyed to the target audience. Even more striking is the manner in which Blok combined standard poetical language with traditional folklore language, political slogans with marching songs, religious with secular and obscene language. Indeed, this highly unusual juxtaposition also contributes to the controversy surrounding The Twelve. Even the average educated Russian is familiar with all of these language fields. In Russia, the genre of poetry plays a central role in the culture. To convey the unusual rhythm and different registers and to produce a translation as central in the target culture as it is in the source culture creates many difficulties for the translator. Hollo's translation is not meant to be read silently but recited aloud; only then is the rhythm evident. He does not strictly adhere to Blok's poetics, but he does represent Blok's emphasis on the spoken, not written, quality of The Twelve. Indeed, when The Twelve was going to be given a public reading, Blok took the reader to a cabaret to listen to a couplet-singer in order to hear the correct style of reciting his poem (Forsyth, 1977 The translators' interpretative biases are perhaps most strongly revealed in the dramatic last stanza of The Twelve. In Hollo's translation, section twelve has been reduced to this stanza alone; the conciseness intensifies the impact of the conclusion of the poem. While Hollo does introduce a character with the pronoun «he,» there is no forewarning of the surprising end to the poem. Although none of the translators manage to find an equivalent of the Russian «Isus Kristos» (the form of Jesus Christ used by the religious sect of the Old Believers), both Hollo and Stallworthy/France keep the original final position of the name Jesus Christ, saving it for the very end to produce the strongest impact. In the Yarmolinskii/Deutsch translation, the reader has been long prepared for some kind of religious resolution. This is particulary true of the last stanza, where references, both overtly and covertly, to religion, indeed, to the apocalypse, abound. The twelve walk as a «haughty host,» recalling the heavenly hosts or the host used in the church service; someone is «bearing high the banner,» a reference to religious processions where icons are carried by the faithful; the unknown person is referred to as «He» and «He Himself,» consistent with the capitalization of previous references to God; and «He» is «walking on the wind» recalls the biblical story of Christ's walking on the water as well as the prophecy of Christ's walking on the wind in the second coming. The appearance of Christ as the leader of the twelve is neither surprising nor, due to its initial position in the last line, dramatic. In contrast to the Stallworthy/France and Hollo translations, the many religious references in the Yarmolinskii/Deutsch translation have recreated a very different version of The Twelve in terms of both interpretation of the source text and its impact on the target audience.
These three translations illustrate the very controversies that the source text created in the source culture, though all three present very different images of Blok's The Twelve. The many religious and apocalyptic references in Yarmolinskii/Deutsch's tranlation brings The Twelve into the realm of Blok's earlier Symbolist poetry. Although they attempt to maintain a close correspondence to Blok's poetical forms of language, the result is often quaint and stilted, creating a text that reflects very little of the musicality of Symbolist poetry or the polemics that the source text created in the source audience. Hollo's version, with its musicality, contemporary form, and obscene language, reflects the tone of the source text and produces the same kind of controversial reception in the target audience that the original text created when it was published. The Stallworthy/France translation, with its compromises and ambiguous stance, reflects at most the very ambiguity of Blok, The Twelve and its reception. All three translations illustrate the difficulties in selecting a translation strategy that reflects the translators' interpretation of the image they wish to present of a poet and a text.
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